Colour constancy refers to our ability to perceive constant surface colours despite frequent and often large changes in ambient illumination. It has always been regarded as one of the most remarkable achievements of the visual system, even though early measurements of colour constancy in precisely controlled laboratory conditions indicated that the degree of constancy is considerably weaker than our everyday experience might suggest (Helson and Judd 1936; Arend and Reeves 1986) . Attesting to the importance and the extent of colour constancy, recent measurements in laboratory settings closely approximating natural viewing conditions have revealed that, although not perfect, it approached an astonishing 83% (Kraft and Brainard 1999) . In light of these new findings, one could be excused for taking colour constancy for granted, especially in natural, non-impoverished, real-life settings. Consequently, we were very much puzzled and impressed upon encountering some dramatic examples of failures of colour constancy in a real-life setting. Well, almost real-life. While in Cork Street, London, visiting a Bridget Riley retrospective, we were intrigued by Rob and Nick Carter's show entitled``Painting with Light
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B Spehar, C W G Clifford Painting with lightchanges in illumination as well. In other words, observers typically have little difficulty in distinguishing between a change in illuminant and a change in the materials comprising the scene (Craven and Foster 1992; Nascimento and Foster 1997) . Interestingly, one does not perceive any changes in illumination falling on these prints. Instead, all changes appear to be associated with the appearance of distinct chromatic regions in the prints. Overall, the degree of perceived changes is just astonishing. The artists report that the effect does not seem to be diminished by substituting a black surround for a white one or with different spatial arrangements, for example vertical stripes. The degree of perceived chromatic changes for Pulse State (that has quite a high number of distinct colours) seems as high, if not higher, than for Pressure Drop (that has only two distinct colours). These examples seem to challenge the assumption that, despite changes in illumination, both the`accuracy' and stability of colour perception should improve with the degree of articulation in the scene (where`articulation' is taken to refer to a number of distinct surfaces present in the scene). However, the exact nature of this real-life failure of colour constancy requires further investigation.
